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INTRODUCTION 
Vfhen I was informed of my selection to teach the 
first course i n Filmstrip Production at Boston University's 
School of Public Relations and uommunications, I i~~e­
diately undertook a search to discover all that had been 
published concerning the subject. 
An ama zing scarcity of information resulted, 
"amazing" because the Filmstrip is at least t h irty years 
old and because of the relative simplicity of its produc-
tion. There is one book devoted exclusively to the ~ ilm-
strip (FILMSTRIPS by Vera lVl. Falconer - see bibliography), 
but it cons.llts largely of a detailed catalog of com:mercial ll 
strips. Of the four pages allotted to discussion of their 
making, appropriate subject matter occupied the largest 
portion. lVlany books on audio-visual education considered 
the use of the Filmstrip, but scarcely referred to its I 
II 
production. The LEICA MAJ~AL gave eight pages to the use of 
the Leica Camera in producing a .f!'ilmstrip as well as in 
making the original photographs of v~hich the .Filmstrip is 
composed. Though this l ~nual referred only to the Leica 
Camera, and though the eight pages allotted to our subject l1 
contained many illustrations and relatively little text, it 
was the most valuable single publication source. 
THE READER' S GUIDE TO PERIODICAL LI'I'ERATURE was 
l next consulted. ~urely such magazines as EDUCATIONAL '==================================== II 
i 
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oCREEN must have published dozens of articles on the 
making of Filmstrips. Not so, howevert Among numerous 
essays concerning availability of commercial strips for 
teaching specific subjects, careful combing of the 
READER'S GUIDE from July 1932 to the present revealed 
It 
I ii 
only nine titles which indicated that they dealt with the l 
II 
production of Filmstrips. Earlier READER 'S GUIDES were 
not consulted since it was felt that developments in 
materials and techniques since 1932 would make earlier 
articles obsolete. 
~ven the above articles proved disappointing. 
Most reviewed, superficially, t he limited experience of 
their writer who had produced his first J!'ilmstrip and 
had received a wealth of recognition therefore from his 
friends and acquahtances. The title w~ING A FIU~ STRIP 
offered special promise; the article which it headed 
merely chronicled the research steps involved in pre-
paring the production of one particular Filmstrip. Not 
a single publication consulted could s erve as a compe-
tent guide to the individual who wanted, or needed, to 
produce an original Filmstrip. 
I 
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In building and teaching my course, it therefore Jl 
became necessary to piece together f ragments of infor-
l mation from various books and articles. My own past experience was of value, for much of my experience with -,r==~-====-===~= 
T-~-== 
I 
I 
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miniature camera technique v1as applicable; for some time 
before Viorld War II, I had been Miniature Camera Editor 
of , ALViERIC.AI\J PHOTOGRAPHY, writing many articles on Minia-
ture camera theory and practice. Almost four years of 
service as a visual education specialist in the U~ . s. 
Army Signal corps, assigned to distribution of training 
f i lms, Filmstrips and pro jection equipment, yielded 
comprehensive experience in the distribution and use of 
.F ilmstrips and Filmstrip projectors. ,'y :post-war years as 
iii 
an audio-visual dealer, demonstrating , selling and repair ~ng 
projectors and sound recording and reproducing equipment, 
gave me a working familiarity with the equipment required. 
To the information gleaned from available literature and 
my own exper ience, I added that of others in the field. 
I visited the microfilm-lf ilmstrip laboratories 
at Harvard a nd Massachusetts Institute of Technology and 
conferred with their directors. Commercial microfilm 
companies and Filmstrip producers, especially The Ma ster 
Motion Pictur e Service, were very helpful. Then the class 
and I learned by doing , as each member made a l!'ilmstrip 
du~ing the semester. 
In this thesis, a working l{nO'irvledge of photography 
is presumed on the part of the reader. It is not the pur-
pose of a thesis to off er an elementary course in p icture-
taldng , to tell how to make view camera or f lash exposures, 
=====-----
how to develope a negative (complete with formulae) or 
. I 
how to make prints. Nor is it within our province to enter\, 
upon specific directions for the recording o\f. sound on II 
disc or tape. All of these details are abundantly avail-
able in current literature and the instruction booklets 
furnished by equipment and material manufacturers. 
My search through the available literature concer-
ning the l!'ilmstrip failed to r eveal the ansviers to the 
following questions: 
How does one determine which visual aid will be most 
effective f or his purpose? 
What are the relative advantages of the Filmstrip? 
What preparation must be made before actually making 
the ~ilmstrip pictures? 
Why are most of the strips made by direct exposure 
in a 35mm camera unsatisfactory? 
What are the creative steps in making a Filmstrip? 
What equipment is needed f or copying and printing 
the Filmstrip? 
It is the i ntent of this thesis to answer those 
questions. 
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PROBLEMS D'-J PRODUCING 'l'HE FI..LlviSTRIP 
1. Is a Filmstrip necessary? 
\vHAT IS A FILivrsrrHIP? 
Almost every author who has wr itten anything 
about Filmstrips has expre s sed his own definition of the 
meditun. The broadest definition would include everything 
from motion pictures (they consists, physically, of a strip 
of film containing a series of still pictures) to microf ilm. 
Other definitions are more exclusive. For the purpose of I 
d iscussing production, we will here consider a Filmstrip 
to be a strip of film designed for still projection, con-
sisting of a series of frames which contain pictures 
(photogra phs, drawings, etc.) or text, or a combination of 
p ictures and text. As to function, they may be used for 
every purpose for which a projected audio-visual aid is 
desired, except for reproducing actual motion. 
But why make a F ilmstrip? If it will accomplis:t 
virtually the same r e sults as th ose of any other series of 
pr oj ectad still pictures, vvhy not use one of t he other 
media? What are the advantages, if any, wh ich are peculia r 
to the Filmstrip? And if it has outstanding superiority, 
why doesn't it supplant the other methods? V'ihy mal(e a Film-
strip? 
1 
WOULD lLl\JOTHER AUDIO-VISUAL AID SERVE US BETTER? 
Our first problem in producing a Filmstrip thus 
becomes the decision as to whether a Filmstrip should be 
produced to accomplish our purpose. Though this statement 
might a ppear to be made lightly, even facetiously, it is 
not intended to be either; it is rather to indicate that 
many an existing Filmstrip should never have been made, 
that its purpose would have been served better by employmen 
of another medium, or another of the many audio-visual aids 
Our first problem , therefore, is to analyze very carefully 
2 
our purpose and our material, and to determine which of the 
visual aids will serve our purpose and utilize our material 
most effectively. In many cases, thi s process will be large y 
one of elimination. 
WHY NO'l1 THE MOTION P I CTURE? 
The major projected methods of presentation are 
the motion picture, opaque material, slides, and the Film-
strip. It would seem that the use of the motion picture is 
the one most easily determined by rule-of-thumb methods . By 
its very name and nature, the motion picture shows pictures 
in motion, and obviously, if our project requires the repro-
duction of motion, we must use the motion picture and nothirg 
else will do. Taking the next logical step, we might concluce 
that unless our project demands that we present our materia~ 
in motion, we can Uill1ediately rule out the motion picture 
for our purpose. Actually, we would be on reasonably safe 
ground to malce that very decision, but before dismissing 
the motion picture too abruptly, we should pay some atten-
tion to one more factor which may influence our decision. 
That factor is the psychological appeal of motion in and 
of itself. 
All of the visual aids which are projected ir 
a darkened room share one great advantage over any method 
of presentaion in a lighted room - they almost compel the 
audience to look at them! ~ It a group is seated in a room 
at dusk, and the only light in that room is coming through 
a single window, the eyes of everyone in that group will 
seek that window, both consciously and unconsciously. The 
3 
projected still image in a darkened room exercises a stroll@· 
attraction, like the ·window, whether this image be projectei 
from a slide, Filmstrip or opaque material. If the group 
is gathered in a similar darkened room, but this time vvi th 
I 
the flickering light of an open fire casting the only 
illumination, the members of the group find it all but 
impossible not to watch the flickering flames! The projecte~ 
motion picture, like the flickering fire, practically 
demands the attention of the audience. Even if the film is 
uninteresting, even if it has been seen again and again, it 
is hard to look elsewhere or to keep one's eyes closed. One 
may go to sleep or may leave, but if he remains and stays 
awalce, it will be a str0ng counter-attraction indeed which 
will attract his eyes from the moving, lighted image. 
One might think, then, that we should use the 
motion picture on every conceivable occasion. If it exerts 
so strong an attention-getting effect, would we not be 
wasting time and materials if we employ a means having less 
a ppeal? Perhaps we would, if its employment involved no 
more effort and expense than that of one of the methods of 
still projection. But against the super-attraction of the 
motion picture, we must balance the much higher cost and 
gr eater difficulty of motion picture production, and the 
increased cost and bulk of motion picture projection equip-
ment as compared to Filmstrip projection equipment. Also, 
and t h is is a basic consideration, our subject may often be 
expressed more effectively by the projection of still 
images which may be retained on the screen as long as 
required, rather than by the projection of transitory 
images in motion. The point being stressed here is that 
even if our proj ect does not require the presentation of 
motion, vve should not therefore disregard the motion pictur ' 
-w ithout considering whether the tremendous "pull" of the 
projected motion may be worth the additional trouble and 
expense involved in producing and offering our project in 
motion picture form. 
4 
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CONSIDER OPA~UE ~lATERIAL 
Opaque material is certainly worth considering. 
If we can accomplish our purpose by taking a number of 
nhotographs, printing them a standard size, mounting them 
on heavy card for permanence and filing , and thus complete 
our operation without the additional copying , developing 
and printing necessary to produce the completed Filmstrip, 
we will undoubtedly have saved effort and expense. If our 
project can be presented by drawings, and we have the 
necessary skill, we may draw in the proper size directly on 
-vvh i te card, and complete our project most simply a nd inex-
pensively. However, the individual opaque "frames" can be 
scattered. Some may be lost, or replaced out of proper 
order. If someone unfamiliar with the material is to use it, 
h e may l eave out key frames, through accident or design. 
The i mage pro jected from opaque material is the 
least brilliant of all the projected images, even with the 
latest and mos t efficient opaque projector. The audience 
which can satisfactorily view our presentation is therefore 
more limited if we employ opaque projection . The mater ial 
itself is comparatively bulky, any number of opaque prints 
having a great deal more bulk than the same number of 
frames printed. on a Filmstrip. Opaque projectors cost three 
to five times as much as Filmstrip projectors of comparable 
quality, a nd are far bigger and heavier. (see fig . 1) 
Fig. 1. Tri-purpose, Slide and Opaque proj ectors 
J!'ig. 2. Compa r ison of bulk of J!'ilmstrip with 2x2 and 
3~x4 slides 
I 
_j 
Though less bulky than the opaque projector, the 
instrument which proj ects 3-,tx4 s lides is easily double the 
size of the Filmstrip proj ector. Figure 1 s hows, left to 
right, a Filmstrip projector (which also accomodates 2x2 
slides), a 3i x4 slide projector a nd an opaque projector. 
Likewise, the cost of a projector for use with 3ix4 slides 
is a bout double tha t for a l!' ilmstrip projector of comparabl 
quality. li'igure two l eaves no doubt tha t t h e slide, wheth er 
3i x4 or 2x2, off ers mor e bulk than the corresponding Film-
strip, for here we see a F ilmstrip containing forty frames 
placed near t wo piles of t wenty slides each in 3i x4 size, 
a nd t wo similar piles of 2x2 slides. Also, the gl a ss s lide 
is subject to one hazard wh ich t he motion picture, opaque 
material and Films t rip e scape - fragility. If the s lide is 
dr opped, bent or crushed, it is a l most certain t o br eak a nd 
be rendered useless, ei t her per manently or until repairs 
can be made. The physically f lex ible Filmstr ip is completel . 
unaffected by any ord inary bending , and may be dropped on 
even t he hardest surfa ces with little chance of dama ge 
unless stepp ed upon or otherwise crushed or abraided. 
:I0WLUSIVk .ADV.ill-JT.AG:BiS OF 'fHJ!.; F TT .iV181"'F;.I P 
Let us a s swne that we have analyzed the project 
wh ich we desire to pr esent in proj ected form. We have 
decided tha t we need not pr oduce a motion p icture because 
motion is not e ssentia l to our purpose, nor is its strong 
? 
appeal of sufficient value to our project to justify the 
a dditional effort and money it vvill cost. Opaque projection 
does not satisfy us because it yields a less brilliant 
projected image, drawings won't do - or we haven't the 
necessary artistic ability to produce them, the bulk of the 
material and corresponding projector is a deterring factor, 
and we intend our project to be a fixed, connected unit, 
not a pile of cards which may get out of order or lost. The 
utilization of slides has also been discarded on the ground 
of bulk, possibility of mislaying or losing one or more of 
the frames, and lack of need for hand-made materials; more-
over, the additional cost of making slides and their 
fragility have ruled them out of our consideration. 
The Filmstrip has several exclusive advantage 
over the other means for presenting projected still picture • 
It is the most compact; in no other form can we pack so 
many pictures in so small a space. 'l'he cost of production 
is very low, probably the lowest unless hand-manufacture of 
opaque material is undertaken. 'l'he frames of th e li'ilmstrip 
are always in proper order, and the series is always 
complete unless the strip has been cut or torn. The Eilm-
strip offers so little resistance to the passage of light 
that brilliant screen images are the rule even with low-
povver proj ection equipment, and g iven the proper equipment, 
audiences of thousands may satisfactorily view th~ir 
screenings. They are resistant to damage, surviving nazards 
8 
vvhich would destroy or render temporarily useless other 
visual materials. 1~e Filmstrip may be easily and cheaply 
duplicated, and may therefore pay for itself through the 
distribution of low-priced copies. and finally, the projec-
tors required for Filmstrip projection are efficient and 
lower in cost than comparable equipment for large slides 
or opaque material. 
In our hypothetical case, a careful 
weighing of all the factors involved indicates that most 
efficient completion of our project justifies the produc-
iion of no other visual aid than the ~ilmstrip. 
g 
2. What form should our Filmstrip take? 
Our second major problem in making a J:l'ilmstrip 
is to decide what for it shall take. It may consist of 
single-frame or double-frame images; it may be in color or 
in more common tones of black-and-white; it may stand alone 
"silentn or have a recorded sound accompaniment; and if it 
is to have recorded s ound, what is the best means of 
supplying it, by disc or tape rec ording and reproducti on? 
Sil'iiGLE- or JJOUBLE -.JJ'RAiv.IE? 
As far as quality of presentation is concerned, 
t here is little to choose between the single-frame and the 
double-frame form of the Filmstr ip. Either will give a shar , , 
br illiant i mage when ~rojected by a suitable projector upon 
a surface designed to yield good projected images. The 
question f acing us is not, then, one of quality, but rather 
one of intended use. v~ e must consider wheth er v.1e will make 
only one or t wo prints of our finished E' ilmstrip, for 
s howing in locations where we are sure of the projection 
e quipment which will be available, or may we make nQmerous 
copies to be sold or d istributed broadcast, and therefore 
likely to be shown on many different types of .l!~ilmstrip 
projector? But aren't ]' ilmstrips standard? Aren't they all 
on 35mm , double-perforated film, which is accomodated by 
all modern ntri-purpose " projectors? 'rhese are ques tions 
which cannot be answered by yes or no. 
10 
Fig. 3. Single-:frame and double-:frame ..E'ilmstrips 
I 
I 
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..t!' irst, yes, except for special purposes v;hich are 
comparatively rare, all .l!'ilmstrips are standardized on 35m.mll 
double-perforate film, the same size and shape as that used ! 
I 
for motion picture projection in the commercial theatre • 
.and, prior to the early 1930s the .l!'ilmstrip which contained1 
f rames of size other than the single frame of the 35mm 
motion picture fi lm (i.e. approxi mately !xl") vvas an 
unusual item. rl'herefore, most .l!' ilmstrip projectors produced! 
before that time were designed to project only the single-
frame .i'' ilmstrip. 1-ITound 1930 the 35I!lL""l miniature camera 
began to come into prominence in this country, with the 
increasing popularity of the early models of the German 
Leica and lion tax cameralil. 'l 1hese cameras, and the numerous 
copies which sprang up in the backwash of their success, 
made a negative t wice the size of the single f rame of the 
commercial motion picture, one "double frame n occupying the. 
s pace previously occupied by t wo adjacent " single frames " . 
The derivation of the terms, nsingle-frame " and"double-
frame " becomes obvious • .l!'igure 3 shows a single-frame 
Filmstrip next to one conta ining double-frames for exact 
compar ison • 
.as use of the Leica and liontax a nd other 35mm 
miniature cameras became more common, so did the double-
f r ame negative • . Many users en joyed projection of trEtns-
parencies made by contact urintinp: f rom the ir doubl e-frame 
negatives, and some projectors were produced (f irst by ~ . 
11 
Leitz, manufacturer of the Leica) to project only the 
double-frame :B' ilmstrip printed from miniature camera 
negatives. Many of these were intended for home use only, 
but others had greater light capacity to meet .. the needs 
of teachers and scientific users of these cameras who 
! 12 
I 
li 
used strips made from them in their classrooms and lecture-
halls. As color film became available, the practice of 
mounting the better individual double frames between two 
pieces of 2x2" glass (hence the 2x2" .slide) also spread, 
It 
il 
I 
II 
'I in order to preserve the more sensitive and expensive II 
color transparency from damage and deterioration. The "tri~: 
purposen projector evolved from pub1ic 
projector vvhich, with simple and quick 
I' 
desire for a single; 
alteration, vvould ~~ 
accomodate interchangeably the single-frame Filmstrip, the 
double-frame F ilmstrip, and the 2x2 slide. 
During the last fifteen years, a large proportion 
of Filmstrip projector production has been concentrated in 
the "tri-purpose" machines. But before we assume that we 
can ignore the question of single- versus double-frame in 
bland a~_umption that our potential users will all have tri-
purpose projectors, we must remember that F ilmstrip ,projec j l 
t ors have few moving parts, therefore seldom wear out. I 
l'llany schools, churches, coililllercial establishments and otheJ s 
are still using single-frame projectors which were produce~! 
I 
II 
II 
earlier than 1930 and which are still in good operating 
condition. 1Vloreove£..t_ though man of the made 
--
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more recently will accomodate both sizes, this is not true I 
of all projec t ors made during the period. In addition to 
the "tri-purpose" projectors, there have been, and still 
are being manufa ctured, some projectors which will show 
only the single-frame l!' ilmstrip. 
Unless all planned screenings of our Filmstrip will ' 
be under conditions wh ich we can control, it appears that 
we will be on safest ground i f we adopt the single-frame. 
The ~ri-purpose" projectors will all project it, as well 
as the older and newer instruments made only to serve the 
single-frame image. Even the relative handful of double-
frame projectors, mostly in use in the home, can be used 
with application of a little ingenuity on the part of the 
operator. On the other hand, if our .it' ilmstrip is made in 
doubl e-frame f orm, we vvill automatically bar its use by 
those wh ose equipment is de signed only f or single-frame 
proj ection. Perusal of commercia l catalogs and other 
lis ts of published .l!' ilmstrips also tends to l end strong 
support to our dec ision, for the number of single-frmne 
Filmstrips offered fov general distribution overwhelmingly 
out-numbers those of the large dimensions. Furthermor e, 
the double-frame connnercial strips are often offered 
additionally in single-frame f orm f or those not e quipped 
with the more versatile proj ectors. In other words, those 
I 
I 
I 
I 
I 
! 
I 
,I 
I. 
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whose financial success or failure depends on broad d~stri- 1 
II 
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li 
bution of their Filmstrip efforts have found that the 
single-frame of'1'ers by far the wider field 
One more consideration may influence us to choose ~~ 
the smaller size frame, though it is secondary to the aboveJ~ 
I 
It is the question of price. The double-frame ..i:!'ilmstrip 
requires twice as much film, and therefore raw stock for 
our single-frame Filmstrip negative and prints will cost 
only half as much as for the larger frame size. 35mm raw 
s tock is so inexpensive t hat this may be a comparatively 
I 
minor consideration. But if we become involved in quantity I, 
II production or use color, the doubling of our cost f or r aw 
material may amount to a substantial sum. 
GOLOH OR BLACK-AND-WHITE? 
II 
,I 
I! 
I 
I 
Like motion, color has i n itself a stronger appeal, ; 
therefore attracts more attention, than black-and-white j! 
photography, and its use should be weighed for the value of /1 
this feature, if for none other. However, its cost is 
normally at least double t hat of black-and-white, and 
duplication is likewise more costly and more dif ficult to 
accomplish. If our subject is such that our points will be 
lost unless t h e material is presented in natural color, we j 
must use i t as a matter of course. I am reminded of a s t rip 
s howing the v,:eaving of cloth and colorful baskets in ,,, 
lJentral America; this strip would be a failure if presented!/ 
in monochrome for most Q!_jjhe beauty of th_e mater..ials 1 
,, 
r l5 
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lies in their color-pattern. If color is not absolutely 
required by the subject, we may still use it if we believe 
I 
that the intrinsic appeal of color is worth the additional 
cost and difficulty involved. Golor success depends on 
exact exposure, with none of the latitude wh ich black-and-
white permits us. Processing is complicated, if •Ne attempt 
it ourselves, and duplication is uncertain in quality, h i gh 
in cost. If we must lceep expenses to a minimum, we will 
discard color in favor of the more c o:m.mon black-and--vvh i te, 
but if color is a nmust " in our case, we can use it le s s 
expensively in l''ilmstrip form than in the form of slides. 
SILENT OR SOUND? 
There are arguments on both sides of the silent-
or-with-sound question, and again, it is the pUl~pose which 
I 
we intend to ach ieve with our production that is the 
controlling f actor. I f we desire to send out a complete, 
intact, illustrated-lecture sort of presentation which any
1 
competent projectionist can offer, the s ound J.!'ilmstrip is 
almost fool-proof. If he (the projectionist) follows the 
most elementary instructions, starts .Li'ilm.strip and accom-
panying sound record at the proper time and advances the II 
l''ilmstrip as indicated, each individual frame will remain /i 
on the s creen for the amount of time which has been found 
11 most effective. The commentary will be as fine, and as 
II perfectly presented, as the producer i s capable of malcing. 1, jl 
I! 
If 
II 
II 
'r 
with some of the latest synchronized sound-.J:t'il mstrip pro-
jectors, it is merely necessary to set up, put the strip 
and accompanying disc or tape in place, and start the 
apparatus. The illustrated lecture is entirely automatic 
from this point, and the operator's next function is to 
stop the e~uipment when the end of the presentation has 
been reached! Therefore, if we wish our presentation to 
remain fixed, unchangeable, once production is complete, 
the sound .J:t 'ilmstrip is our obvious medium. Exc ept f'or 
the reproduction of xnotion, the s ound l!' ilmstrip is akin 
to the sound motion p icture. 
\' 16 
If we are to provide a recorded sound accompanimen-y, 
we could do no better than to join the trend f rom disc to 
tape. Vises are bul ky and breakable (even the so-called 
nunbre.almble '' variety), even the best ones yield some ne edle 
scratch, they are adversely affected by dust in th~ir 
grooves, they are expensive, difficult to record success-
fully (unless the user is a recording engineer, wi th the 
necessary equipment), and those nmv generally available 
to the 11h ome" recorder cannot record more than fi fte en 
mlnutes without interruption. Tape is less bulky, has no 
surface noise, is inexpensive (the same tape can be used 
over and over again, can be rec orded by the layman with 
g ood chance of success, and can make a continual r ecord ing 
of more than an hour {depending upon equipment and tape 
radio studios 
II 
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and replacing original f ilm recordings in the motion pic-
ture studios. 'I'he overwheLming advantages seem to dictate 
to us the use of tape. 
Like the sound motion picture, however, this very 
I· 
I 
fixed, unchanging nature of t he sound Filmstrip may be a 
d isadvantage • .1:-'erhaps we don't want to produce and dist r ibute 
a complete illustrated l ecture wh ich no one can alter. l'er-
1
, 
haps we ourselves ·will be presenting our J!'ilmstrip with a 
commentary whi ch must vary with dif1'erent audiences. If 
unencumbered by a set commentary, the sarae set of illus-
t rations may be used f or quite different purposes by the 
same user at diff erent times, or by other users. J!'or 
example, a J!'ilmstrip showing the various birds to be found 
in New England mi ght be shown by a kindergarden teacher to 
her cha r ges, merely for the pleasure young ch ildren get 
from seeing birds and animals. 'l,he eighth grade teacher 
mi ght show the same J!'ilmstrip for bird identification, and 
it's conceivable that a college biology i ns tructor could 
use the same strip to point out the birds which belong to 
various families and species. In each ca se, the pictures 
would be the same, but the comments offered by the user 
would not only have an entirely different purpose, but 
would be pre s ented by one i nstr uctor in a language a nd 
with a vocabulary s uc h as to exclude t heir adaptation to 
the classe s taught by the other two. 'l'rue, any of these 
I 
I 
I 
\: 
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Fig. 4. Sound Filmstrip projection equipment 
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three users could put aside any recorded cowuentary and 
present their own in its place, but unless the producer of 
a .:!filmstrip intends to limit its use to those who will use 
the prepared sound acc ompaniment, he would be wiser to 
abandon sound right at the start of his project. There 
seems to be little point in expending time, money and 
energy to produce something which may not be used • 
.another disadvantage of the sound J!'ilmstrip is 
that it robs the medium of one of its basic claims to 
superiority - its compactness. To the tiny J!' ilmstrip, so 
small that many may be carried in a coat pocket without 
undue bulk, and the conventional projector which may fit 
in a case measuring fourteen by nine by five inches, we 
must add a phonograph disc of twelve to 16 inches in 
diameter, or the smaller reel of' recording tape, and 
increase the size of the projector by three or four times 
to provide f or reproduction of the sound through pick-up 
equipment, amplifier and speaker. In figure 4, we may 
observe the same ntri-purposen Filmstrip projector which I 
I 
was illustrated in figure 1 with the added equipment for ' 
reproducing so~d from a sixteen- i nch disc, ~ e have triple~ 
the cost of our silent e quipment and have approach ed the !1 
bulk of the sound motion picture projector or opaque pro- I 
jector, with many of their accompanying comparative disad-
vantages. we must conclude that unless sound is imperative 
j: 
I ~ 
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either to convey the feeling wh ich we want our production 
to convey, or to present an inflexible pattern, regardless 
of where or by whom presented, we should confine ourselves 
to the silent, 35mm s ingle-frame l:! 'ilmstrip. 
II 
l 
3. The process of Production. 
when we have determined the form our finished .l!'ilml 
strip is to take, we are ready to begin production. The 
actual step-by-step procedure of the rrrechanical process of l 
producing a .!filmstrip is fairly simple for any competent 
photographer • . But before grabbing a camera and shooting 
away, we should plan, and plan quite carefully, just what 
pictures we need and their proper sequence. 
PREPARING - THE SCRIPT 
It has been proved more economical of time, money 
and materials to ~Tite a script before making a single 
exposure with a camera. 1'he form of the script may range 
from a mere brief listing, in order, of the pictures which 
are re quired, to a carefully detailed description of each 
picture with explicit instructions as to how sets are to 
be designed and built by the photographic studio, what 
properties a nd costumes are desired, and what types s hould 
be sought in choosing models. Thus the script may be as 
simple as a straightforward list of shots to be taken, or 
it may approach the motion picture "shooting script " in 
complexity and detail. Usually it will lie near the simnle 
• II 
end of the scale. again, our purpose dictates the form our 
script will take. If the entire production is being carried 
I 
out by a single individual, it may be possible for him, like 
a p ioneer movie maker, to carry the script in his h ead, or 1 
20 
even to start without one and improvise as he goes. 'l'hose 
who can carry out a project in such a manner have always 
been few, however, and such a procedure has always been a 
wasteful one. A good script will greatly simplify the steps , 
to follow. 
The script itself will vary according to the type 
of .tt'ilmstrip we are producing, how-to-do, story, i..L..Lustra-
tion, history, current events, etc. If a story, our script 
will bear some resemblance to that planned for a motion 
picture; if current events, lilce the monthly strip produced 
and distributed by 'l'ID:!; N.tl.'W YORK 'l'IllilliS, it will merely 
select the desired pictures from all those available which 
depict the period or subject to be covered by the completed 
.!filmstrip. It is probably unnecessary to say tl1at any and 
all research required to insure the accuracy of our project 
I 
I, 
I 
s hould be accomplished here, as in the preparation of any II 
I 
other docQ~ent. Our choice of pictures will be colored by \ 
the attitude which our project takes toward its material. 
If our subject is current events, are we to act as impartia~ 
- I 
reporters, or nave we a definite bias? If the ~ational 
association of Manufacturers, for example, employs us to 
produce a l:!'ilmstrip on current events, our approach would 
certainly be diff'erent from that were our employer the 
C.I.O. This attitude would influence not only the choice 
of pictures to be included, but even more the conw! entary 
21 
I 
i I 
l1 I': 22 ~~~======================~i~=== 
i! 
_j 
which is to accompany them. In many cases it is possible, 
even advisable, to ·write our com:mentary (if any) at the ~~ 
s ame time as the script. Usually, however, the script wi.Ll I: 
come after the strip is completed and we can determine how 
much we ·wish to say about each picture which comprises the 
actual strip. II 
,I 
i 
I 1-'HOTOGRAPHI NG THE ORIGINAL PICTURES j 
I 
I, 
I' 
Gasual c onsideration would seem to indicate that ~~ 
II 
t h e obvious, simplest wa y to 11 Shootn the pictures for a 11 
j, 
Filmstrip is the direct one: load a camera which makes 35mm 
I 
single-frame negatives, t ake script in hand, and go out to 
take the necessary scene s in order. At first, it appears 
that the result of' such procedure woul d be a finished 35mm 1 
single-frame .l!'ilmstrip negative, from which the positive 1
1
1 
strip could be readily printed. uiving the project a littl~ 
il 
more thought, however, the experienced photographer soon 
realizes that, in most cases, the above process is more 
than likely to wa s te time and materials and to furnish an 
unsatisfactory negative t or maldng the final prints. 
The ideal J.!'ilmstrip nega tive should be so even in 
tone and density that, assuming a sufficiently precise 
printing frame to be practical, it should be possible to 
stretch the negative in a single length, and a:t·ter making 
the test strips necessary to determine correct exposure, 
place a strip o:t· ravv positive 1'ilm in contact with the 
'I 
I 
I 
negative and print the entire length with a single expo-
sure . LVery Fi lmstrip negative should approach t h is ideal 
as nearly as possible; the alternative is russy, time-
wasting exposure of each fra~e individually in the printine 
box, while readjusting time or quantity of exposure for 
each and every frame of the entire strip. Every competent 
photographer who ha s made the attempt has learned hov:J 
difficult it can be to expose a roll of 35mm negative 
under varying conditions of light and weather and provide 
tures to be made under i dent ical conditions, such an i deal 
roll of negative is a possibility, and such a negative is 
all but essential if needless time and experimentation is 
not to be consumed during the mak ing of each and every 
final print. 
Even a ssuming that it were possible to make a per-
fectly exposed negative directly in the camera, it would 
still present the maker with a varying degree of difficult~ 
in trying to title his Filmstrip as he exposed it, espe-
cially since the current practice is to print the subtitles 
directly on the frame of the F ilmstrip to which they per-
tain. To do this in the orig i nal camera would call for con-
sistently complicated double-exposure. I f he resorted to 
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insertion of separate title frames where needed, it would 
still be a problem to photograph them in the proper spot 
in the Filmstrip negat i ve regardless of where he mi ght be 
taking pictures and under what conditions. 
Preserving the proper sequence of picture in 
making the negative directly in a 35mm camera would also 
offer great difficulty in most cases. For example, it is 
common for a script to indicate a s hot in location A , one 
in location :B, one in location C (vJhich may be miles from 
location A) a nd then another i n location A. Strictly 
following t he sequence of the script in this fashion may 
cause a great deal of unnecessary travel from location to 
location. I t is far more practical to make all necessary 
p ictures near location A at one time, then to move to 
location B and make all shots needed there, regardless of 
t heir s equence in the finished strip. It is utterly i mprac-
tical to follow exact sequence if some or all scenes must 
be made in a studio with sets built to order . It is obvious-
l y wiser to build a set a nd make all needed exposur es on 
t hat s et before destroying it to make way for a new s et -
t his is standard motion picture studio proc edure-and is 
correspond ingly ec onomical for .i:t'ilmstr ip production as 
well. 
But vJhy not sh oot our original scenes i n the 35mm 
camera, sacrificing sequence to expediency, and l a ter 
cutting and splicing scenes in proper order, as is the 
practice in motion picture editing? We need remember that 
35mm motion pictures are projected at the rate of ninety 
feet per minute, projecting any splice on the screen for 
such a tiny space of time that it is unnoticeable unless 
it has been made very poDrly. The individual Filmstrip 
frame, on the other hand, may be on the screen for several 
seconds - even minutes - and any splice in the orig inal 
negative may be pa infully obvious to even the least 
technically-minded observer, who may not know what caused 
that obtr usive line a cross the picture on the screen, but 
still be fully conscious of its presence. 
Then, too, the miniature camera using 35mm film is 
not the ideal instrument for making all types of photograph 
I 
It has no rising and falling f ront and the other a d justment.1 
necessary to insure proper perspective correction in archi-
tectural or view camera v,rorlc, necessary unless corrections 
can be made later i n producing enlarged prints in the dark-
room. Such corrections are i mpossible if we try to make our 
first negative the same one which will be used for making 
the final contact prints. Without a battery of wide angle, 
normal and long-focus lenses for our 35mm camera, i nvolving 
considerable expenditure, many of our sc enes may be unobtain-
1 
able in a form which can be incorporated without change in 
our final Filmstrip. However much the miniature camera may 
have been hailed by its enthusiastic manufacturers as the !1
1
. 
long-desired rtuniversal" camera (i.e. ideally suited to all l I 
types of photographic endeavor), and as near as it may 
approach that ideal when fully equipped with its many and 
!I 
,, 
I 
exp ensive accessories, it is no universal camera when not 
so equipped. Even with all available accessories, there are 1 
s till some photographic assignments which can be completed I 
with more ease and better success with another type of 
camera. 
Throughout this discussion of the possibility of 
,I 
II 
II 
1\ 
II ,, 
'I 
making the ]'ilmstrip negative directly in a 35mm camera, I· 
the word "difficult" has been repeated, the word "irnpossibli " 
avoided. There are Filmstrips which could be shot in uroper II 
- I 
I 
I 
sequence and with adequate technique, by using a 35rnm 
camera at first-hand on the original material of which the 1 
strip is to be made. A Filmstrip of the "how-to-do" classi~~ 
fication might be made in this fashion. If the strip is to 1 
I' 
I 
show how to assemble a piece of furniture, it would be 
quite practical to photograph a title in the 35mm camera, 
then set up the same camera in front of the component parts 1 
of the article and take in proper sequence, without change ,! 
of location, set or lighting conditions, the step-by-step ~ 
procedure of assembling the item. It would probably be best !1 
to make such a Filmstrip in this manner if only one copy or ll 
'
!, the finished strip were desired. In which case we could 
I 
" 
II 
Jfig. 5. A battery of available cameras 
'I 
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simplify the actual photographic portion of the production 
by using direct reversal film in our 35mm camera, so that 
upon processing that roll of film our J:l'ilmstrip would be a 
positive print, ready for projection without further prin-
ting. ~ubtitles would still present a problem, but one 
which could be grappled considering that the other problems 
of varying location and lighting conditions would not exist 
The same method would be the log ical one to employ if our 
.!i'ilmstrip is to be in color and does not involve many 
different locations and technical variations. 
In a majority of cases, how much more practical, 
and more satisfactory both in operation and end results, 
is the using of the type of camera best suited to each 
individual frame - the view camera for view and arch itec-
tural work, the copy camera for titles, the press camera 
for flash and similar work. :B' i gure 5 shows a battery of 
cameras which can undertake virtually any photographic 
assigmn.ent: in clockWise direction, there are a Speed 
Graphic with flash attachment, a Graflex, view camera, 
35mrn miniature, and Rolleiflex. We may take our original 
pictures with whatever camera is most suitable or most 
convenient, and may reach the editing stage of production 
with a quantity of negatives of varying size. Though the 
actual negative sizes may vary, we must keep in mind the 
proportions of the Filmstrip frame when comp osing our 
II 
I 
.I 
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pictures in viewfinder or on groundglass, so that our 
con~ositions may fit the 3x4 proportion of the single-
frame image (or the 2x3 proportion of the double-frame, if 
we are working in that size). We may accept and reject and 
reshoot, until we have before us the negatives of the scenes 
which we intend to include in the final Filmstrip. Each · I 
exposure will be a s perfect as our technical skill can make 
it, using the camera des i gned for the t ype of picture, not 
a compromise or failure because of the limitations of the 
35mm camera. 
TI TLING 
We would be guilty of a sin of omission if we d id 
not discuss the titling of the Filmstrip, yet the technique 
is so similar to that of titling a motion picture (well 
covered in nmnerous other dissertations) t hat we are not 
justified in devoting too much a ttention to it here. Like 
those of the motion picture, our titles will consist of a 
main and an end title, a nd whatever subti t les are necessary 
to achieve our purpose. 
The main title is as essential to a completed .lf ilm-
strip as it is to a book, magazine article or motion pic-
ture. It tells the audience just what subj ect the produc-
tion deals with. I t may also tell them who made the strip 
and t herefore, with what authority he speaks on the subject. 
28 
.F'ig. 6. Titling th~lmstrip 
J..ikewise, a frame indicating nThe End" is valuable for its 
psychological effect, even if for no other reason. There 
is a definite impression of laclc of finality when a pre-
tat ion mere~y stops, with no indication whether the final 
frame has been witnessed, or whether the operator does not 
wish to show any more, or .perhaps the projection lamp has 
burned out, PJ!Y well-rounded Filmstrip production must 
have a beginning and end, and should tell its audience 
where it begins and ends. Aside from these two titles, the 
body of the strip should include iNhatever subtitles are 
necessary, but~ which~ not necessary, to convey its 
message. 
Like the other f rames of the Filmstrip, the titles 
should be photographed by an appropriate camera {copying 
or view}, then enlarged to the same dimensions as the 
prints of' the other photographed frames. 'I'he titles them-
selves may be made by any means available to the mak ing of 
motion picture titles with the one exception of motion. We 
may use lettering sets, as the photographer in .i!' igure 6 is 
d oing , the same lettering sets ·which are commercially dis-
tributed for the titling of motion picture. ~~ e may have our 
titles printed, or may type them ourselves, t hen photograph 
them. The titles may be handwritten or carefully hand-
lettered, with appropriate art-work. The lettering may be 
done in snow or sand or mud or sugar or cake frosting -
'I 
II 
I 
I 
I 
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Fig. 7. Titles in frame below picture and in separate frame 
I 
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the possibilities are limited only by the imag ination, and I 
the conscience, of the maker. Above all, they should tell 
t he ir story briefly and concisely and be in harmony with 
their subject • .A title written in cake frosting mi ght be 
·· appropriate for a Filmstrip on ideas for birthday parties, 
I 
while a photograph of the lettering on the door of the Dean' · 
office mi ght introduce a strip about the school which he 
supervises. A caption written in snow would be fit for a 
~·ilmstrip demonstration of proper skiing positions, but 
II 
I 
I 
c ompletely out of place on one showing the making of 
tical charts on public opinion polls. 
statis- j 
As to the subtitles or captions, they are almost 
i nvariably necessary if the f ilmstrip is to be silent and 
unaccompanied by a spoken or recorded cormnentary. As men-
tioned previously, the ctrrrent practice is to include these 
capt ions in the same frame with the picture to which they 
refer. As in the lower portion of Figure 7, the picture 
may be so pr inted as to leave a blank portion at top or 
plish if the attempt is made to use the 35mm camera to make 
I 
I 
I 
Fig. 8. Titles super-imposed on Filmstrip frame 
the final negative in one step, but comparatively simple if 
the photographs are made separately, lettering added, and 
t he composite then photogr aphed by the B'ilmstrip camera. 
If long explanations in text form are needed, we 
will be justified in including an occasional frame consis-
ting entirely of lettering against a blank or harmonious 
background. ~uch t itles appear i n the upper portion of 
.ll'igure 7. rr'his is the meth od once employed f or all sub-
titles , and t hough it has largely yiel ded to the composite 
picture and caption, it is still used when necessary. In 
this connection, it should be remembered that the g ood ..t!'ilrn 
strip, like the well-made motion picture or still picture 
series, should tell its story primarily through visual 
pictorial means, and should be so planned as to keep the 
need for captions to a minimum. 'rhe perfect B'ilmstrip, likel 
the perfect photograph, would tell its story and convey i ts l 
feeling so ~erfectly that any caption would be superfluous. 
~uch an i deal is rarely r ealized, but it should always be 
our aim to approach it as nearly as possible. 
~ROCESSING PICTURES AND TITLES 
The developing and printing of the negatives of t he 
original photographs is routine. The films are developed in 
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accordance with established practice for negatives of 
size and type (i.e. roll- f ilm or sheet-film}, and are 
cropped and printed in the usual manner with especial 
their ! 
edite l , 
care j o 
I 
I 
I, 
two criteria - they are all printed to the same size and 
dimensions, and are all made to match each other in tone 
as closely as the subject matter permits. l''igure 9 ill us- I, 
trates the cropping of small prints matching in tone, prio~ 
to enlarg ing them to the size desired for copying. ~he 
., 
reason for the i mportance of these considerations will I 
become clear when we discuss the copying of these prints 
in making the negative of the Jj'ilmstrip itself. 
In making enlarged prints, we may further i mprove 
our pictures by 
haps the rising 
corrective treatment in the darkroom. Per- . 
front was not used sufficiently to bring t~e 
II sides of a tall building to parallel each other, or in a 
hand-held shot the horizon line is slightly tilted; both 
can be corrected by tilting or turning the easel holding 
the enlarging paper. Here we were prevented from approach-
ing as closely to our subject as we desired, and there is 
superfluous space ori all sides of our subject; this w~ can 
correct by 11 blowing up" in the enlarger only the portion 
of the picture which is required. Other corrections may be 
accomplished in the darl<:room. v·e may burn in an over-
exposed part, shade a light area. Moreover, the print may 
all be made to a uniform size and a matching density, 
almost unobtainable in taking our original photographs on 
a single roll of 35mm film. 
r he dimensions to which we will print our photo-
I 
I 
I 
§ig. 9. Cropping prints 
graph s a re governed by cost and the frame-size of our 
finished strip. Reference to Fi gure 3 reveals that the 
prop ort i ons of the double-frame i mage are approx i mately 
II 
t wo to t hree (one inch by one-and-one-half inches), and 
t hose of t he single-fr ame a re roughly t hree to four (three 
quart ers of an inbh by one i nch). Clearly the full content s 
of a print measur ing nine by t welve inches, having prop or-
tions of three to four, cannot be distorted to match the 
double-frame .f!'ilmstrip i mage, though t hey should be per-
fectly suited to the single-frame. 
Q,UALITY AND SIZE OF PRINTS 
In addition to matching the overall tone of each 
print to that of' each other which is to make up the strip, I 
we should take special care to preserve print quality. 
A good transparency, such a s a -well-made .l!'ilmstrip , is 
capable of reproducing a longer range of tones than any 
pr int on paper. o ince our transparency is to be made by 
copy ing from paper prints, the end product cannot contq in 
more t ones than any of the i ntermediate steps; it can, wit~ 
proper care, r etain all the quality of the nrint from ·whic~ 
it is cop:i-ed - it can hardly add tones which do not exist 
in the original. In mai:ing the prints, we must exert every 
eff ort to produce long-scale photographs in which neither 
highlight or shadow detail is lost. Detail lost at this 
p oint i n our production cannot be recaptured later. 
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With few exceptions, the prints to be copied should II 
be not less than five by seven inches nor more than eleven 11 
by fourteen inches in size. Prints smaller than five by seven 
. . II are difficult to copy and tJ. tle, especJ.ally 'When the let- 11 
'I 
tering of the title is to be super-imposed upon the photo- 1 
graph itself. On the other hand, to produce a quantity of 
prints larger than eleven by fourteen requires a sharp 
increase in the cost of making the Filmstrip which is 
unnecessary unless there are unusual considerations which 
dictate printing in such sizes. Reminding ourselves that 
eleven by fourteen paper costs about four times as much 
as five by seven paper of the same make and specifications, 
I 
!I 
we realize that the practical procedure is to make our 
prints as small as possible, provided that the other requir~-
1 ments are satisfactorily met. 
I 
4. The process of Reproduction 
FINISH OUR FIIJiiSTRIP, OR '11URN IT OVER 
TO A COl\iliiJLERC.IAL LABORATORY? 
The copying and printing of the Filmstrip negative 
is a purely mechanical photographic process - all the trul, 
creative work of Filmstrip production has preceded it. :B,or 
this reason, and because the equipment necessary for pre-
cis ion production of Filmstrip negative and prints costs 
hundreds, even thousands of dollars, many makers ent rust 
lj 35 
i 
Ill the me chanical completion of their project to a commercial 
studio which has the needed equipment . The char g e made by I 
such studios for the mere copying and printing of l!, ilmstrip~ 
is not high , if we provide them with prints of uniform sizelll 
and dens ity. If "Jve require numerous, precision prints, we 
II 
must either obtain the necessary e quipment ourselves or 
have t h i s part of the job done commercia lly. The volume of 
production which we intend to undertake will determine 
whether investment in purchase of the special camera and 1: 
printer are justified, or whether employment of the commer- 11 
I 
cial studio .is more practical . If we decide on the latter I 
course we have, in fact, finished our part of the productiof . 
Vie need only turn over to the commercial studio our titled 
prints with proper instructions as to sequence of f r ames 
and number of prints, and pay for the service. 
There will be comparatively few, other than t hose 
10. Ma k in the filmstrip negative 
I 
who plan on entering commercial production, who will find 
it practical to purchase special Filmstrip cameras and 
pr inters. 'rhose who have access to 35:rnm microfilming 
e quipment may be able to use it for their Filmstrip 
copying, but not all 35mm microfilm cameras can be so used 
wi thout special adaptation. I f such equipment is at hand, 
a short test will reveal vvhether it will produce a Film-
strip negative with the individual frames properly 
spaced to avoid f re Quent re-framing i n the projector 
Ill For the maker who does not re quire too much pre- 1~ 
cision in his fin ished product, for whom only t wo or three ,~ 
pr ints will be sufficient, to whom something less than I 
exact framing is tolerable, there are numerous adaptations !, 
which can be made od existing equipment which was not I 
designed for Filmstrip making. Any 35mm double-frame camera 
with copying accessories may be used for making a double- 11 
f rame Filmstrip negative, and 
are single-frame 35mm cameras 
though fewer in number, t herb 
which can be so used. A 35mrn/ 
I 
camera body may be mounted on the back of a larger Eh eet-
film copying camera - one such adaptation is pictured in 
F i gure 10. Sources of such equipment a re the camera stores . 
in t he larger cities and the audio-visual dealers who 
serve other areas. Filmstrip pr inti ng equipment is more 
specialized and will not be found in the usual camera 
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I store. The equipment used by the commercial laboratory is 
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.l:!'ig . 11. An inexpensive l''ilmstrip printer 
~--·· 
tures, and is correspondingly expensive. The manufacturers 
of such miniature cameras as Leica and Contax have issued 
a few printers at something less than one hundred dollars, 
t h ough these have never become very popular; one of these 
is sh own in operation in :E' igure 11. Perhaps the least 
expensive method is to sandwich negative and unexposed 
positive film in contact between t wo long sheets of glass 
and expose to the light of a fluorescent tube of length 
equal to, or greater than, the strip being printed. This 
method, though inexpensive, has definite disadvantages. 
Long strips of glass vJi th perfectly smooth surfaces are 
almost i mpossible to obta in and difficult to handle. Lack 
I II 
II 
I 
li 
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of smooth surfaces means i mproper contact between negative I' 
and posit ive and between film and glass. JTa ilure to achieve!' 
true contact between the films results in deviation from II 
s harpness where the contact is i mperfect, with more or lesi 
"fuzzinessu in the i mage projected from a print so made. I 
Spotty con tact between f ilm and glass yields the "Newton's 
1 Rings " so familiar to every minicamist who has made enlarge r 
ments from 35nnn film using a glass negative carrier. 
Let us assume that we are going to malce our own 
Filmstrip negative and print. \ ihatever camera we use the 
I 
I 
I 
I 
,I 
/! 
procedure will be the same except for the actual operation I 
of each specific camera. Such operation will vary vv'ith the / 
make and model, and since such a camera will be ac c ompaniedlj 
3? 
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by an instruction book describing its operation, it would 
obviously be impractical to try to put down instructions 
on the operation of every possible camera. It will suffice 
to say that we will load the camera with fine-grain, long-i 
scale film; we will set up copying stand and camera, and 
lights for illuminating the copy, in accordance with the 
manufacturer's instructions and our knowledge of copying 
procedure. We will s elect one photograph for testL.and put 
it in place on the stand. Vve'll estimate t he proper expo-
sure in the usual vvay for photographic copying , and make 
a s trip of test exposures. ~i e vvill expos e five frames, t hJ 
f irst for four times the estimated exposure, the second 
for t wice the estimated exposure, the third in accordance 
vd th our estimate. The fourth frame will receive one-half J 
I 
th e estimated exposure, and the fifth, one-quarter. \'~ e can 
I 
now develope this test strip and determine by inspection /i 
(better by projection) what the desired exposure has been 1 
proved to be. Now we are ready to expose the whole Film-
strip negative. 
Here we appreciate the value of making our prints 
of uniform size and dens i ty. If we have done so, we need 
I 
calculate no further exposure, engage in further focusing, l 
I 
or malce additional adjustment in location of copy. 1de 
merely run off a few inche s of film for blank leader, put ,, 
the first or title print in place on the copy stand, and I' 
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make the exposure i nd icated by our test. Next we replace 
print If 1 with Print # 2, advance the film one frame, and 
make the same exposure. Replace #2 with #3, advance one 
frame, expose, a nd so on through the ent i r e set of prints 
which are to make up our completed Filmstrip. After the 
final print and endtitle have been photographed, we again 
I 
r un off a few inches of film for leader, and the F ilmstrip! 
nega tive is ready for devaopment. If the precaution to mak~ 
the original pr ints ident ical in size and matching in 
density had been i gnored, it would be necessary to re- I
I 
I 
adjust focus and exposure for each photogr aph which differ~ 
I in size or tone from t he one preceding it - a long and 1 
tiresome procedure, and one ·wh ich, in s pite of careful 
readjustment, i s almos t sure to yield a Filmstrip of 
uneven quality. The maker wh o has turned over the copying 
of h is prints to a commercial l ab or atory will exper ience 
an actual out-of-poc ke t cost resulting from t h i s l a ck of 
uniformity, f or the l abor cost of making these c ont i nual 
read justments far exceeds that of making a peries of 
identical exposures. 
The Filmstrip negative will seldom exceed five I
I 
I
I! 
feet, three inches in length, the same length as the I 
c ommercially-loaded roll of thirty-six 35mm exposures, andl. 
it can therefore be processed i n one of the standard 35mm I
I 
or adjustable roll-film tanks wh ich are sold for home I 
de-.elopment of roll film. In fact, it woul d be well to 1 
39 
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confine oneself to this length unless the services of a 
cm~mercial studio are to be used, for development of a 
longer strip of 35mra film presents its own problem and 
requires specialized equipment. However, the thirty-six 
I 
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exposure rollof 35rnm film will also yield seventy-two 
single-frame exposures. Although Filmstrips in existence 1: 
contain up to t wo hunc1red frames, it is an unusual project jl 
which cannot be sat isfactorily presented in forty, and the 
individual mal\:ing his own would be wise to divide it into 
two s~parate parts if more t han . thirty double frames or 
forty single frames are re q_uired. More than this number 
will tire the average audience, which can appreciate only 
lr 
II 
a limited number of different pictures at one sitting. 
II 
The Filmstrip negative should be develop.e.d a bit II 
. I less than the time recommended by the manufacturer, for it · 
I 
I 
I 
should be a little "soft" or ''flat" rather than contrasty. ! 
Here it is i mportant to hold full detail in both highlight b 
and shadows, and avoid washing out h i ghlights and blocking
1 
shadow detail t hrough too contrasty a negative. More 
contrast may be added in making the positive print, which I; 
will only aggravate a bad situation if detail has been lost 
I 
prior to the printing step. However, a slightly soft nega- j 
tive, properly printed, will result in a fine, sufficientl1 
contrasty F ilmstrip print with fine over-all tone and 
detail. 
~-~~~==================================~=====• 
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J:t'ig. 12. Examining the completed F ilmstrip 
-
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The Filmstrip print is contact-printed by whateve~ , I 
.J 
=== 
means vve can obtain or i mprovise. It is developed in the 
I ~ 
same tank wh ich processed the negative, though the formula, 
I 
used and time of development will differ in accordance with 
II 
the film manufacturer's reco1mnendations. When dry, the 
product is projected on the s creen; t h is is the proof of 
our Filmstrip. No amount of visual inspection will reveal 
the qual ity of the Filmstrip we have produced as will ··the 
i mage proj ected on a screen. If it is not fully satis-
factory - and the first effort is hardly likely to be· 
nerfect - we can try again. Perhaps we need only re-print 
to get the desired qual ity, giving a different exposure 
t i me or altering development of the print. If we must 
return to the copying stage wher e the Filmstri-p negative 
was made , it is a simple matter to repeat if we made our 
orig inal prints according to s pec ifications. IN e may save 
ourselves much f uture grief i f we carefully f ile the I 
I 
I 
orig inal prints of pictures and titles. With those availab , e, 
I 
I 
we are protected from loss of our entire project i f' some-
thing should happen to the Filmstrip negative. Also, if 
- I 
one or two frames become obsolete, we can shoot new pictur~ s 
to replace them, print them to match the old one s , and 1 
copy a new s trip negative, without having to resume the 
project from its beg inning . 
I· 
The first time any process, photographic or other- 1 
BOSTON UNIVERSITY 
SCHOOL OF PU :~ U :=; iEL,; fiONl 
AND COMI'v1U l ~A TJOI~~­
LIBR. hY 
I 
II 
I 
I 
wise, is attempted, one hundred percent s uccess rarely 
results. If it does, it may be due more to chance than to 
skillful planning and execution. Photograph has been ~~ 
referred to as a series of compromises, and when attemptin 
a new process, success is a matter of trial and error. 
However, the more intelligent trials are undertaken, the 
less errors result, and enyone competent in making good 
photographic copies and nrints can, with practice, under- 1 
take a project which vlill result in a satisfactory Film-
strip. 
---=-----(=--==--=---=~~~== 
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